Introduction
Much of the analysis of mediated communication is modelled on a politics of expression, that is, of speaking up and out, finding a voice, making oneself heard, and so on. Taking listening as a starting point implies moving to a politics of impression… a move in which mediated communication more readily presents itself as a relational space of intersecting practices and identities, a space of recognition and refusal, connection and contestation, representation and representation. (O'Donnell et al. 2009: 423, original emphasis) The need for an accomplishment-based understanding of justice is linked with the argument that justice cannot be indifferent to the lives that people can actually live. The importance of human lives, experiences and realizations cannot be supplanted by information about institutions that exist and the rules that operate.
Institutions and rules are, of course very important in influencing what happens, and they are part and parcel of the actual world as well, but the realized actuality goes well beyond the organizational picture, and includes the lives that people manage -or do not manage -to live. (Sen 2009: 18) Launched in Ireland in 2007 and housed in a third-level academic institution, the Forum on Migration and Communications (FOMACS) is a collaborative cross-sectoral public media programme, producing film, photographic, digital storytelling, radio, animation and print stories on the topic of immigration into Ireland, with the aim of not only reaching, but engaging, diverse audiences. It offers a productive point of departure from often hermetically sealed discourses on migration, produced in the interdisciplinary field of 'migration studies', within public policy research or within the NGO/advocacy sector. 1 The central objective of FOMACS is to amplify voices and personal/collective stories previously sensationalized or marginalized in Irish dominant media representations of immigration, while the ambition of FOMACS, strategically constituted as a productionbased research and creative hub, is to depict through audio, visual, print and online media the identity formations and social, cultural and political networks forged by economic migrants, asylum seekers, refugees and their families.
FOMACS builds on international grass-roots educational cultural and arts initiatives such as the Sydney-based 'Information and Cultural Exchange' project and 'Active Voice', situated in San Francisco, 2 where media production not only provides a foundation for a range of social justice campaigns across areas including migration, criminal justice, sustainability and healthcare, but is further and necessarily framed by a community social engagement approach. Clearly, print and broadcast media alone cannot transform public policy, but it can influence change, create social awareness and make more accessible the language of government legislation. Significantly, well-crafted mediated stories have the potential to render real the relationship between government immigration policy and its impact on the everyday lives of diverse migrant constituencies. A practical aim of FOMACS, therefore, is to design and maintain a 'living archive' of migration into Ireland during the past two decades, making digitally accessible its cross-platform media projects to a diverse set of constituencies and interested publics, disseminated online and via print and audio-visual formats, whether exhibition, DVD authorship, film series/festivals, educational toolkits or community engagements resource guides.
Offering a much needed and distinctive human-interest angle on the question of inmigration into Ireland with an initial focus on stories surrounding the programmatic thematics of 'family reunification' and 'irregular/undocumented migration', the multimediated work of FOMACS is conducted in partnership and multiply affiliated with a diverse range of stakeholders, including among others five key Irish migration NGO partners collectively servicing the needs of refugees, asylum seekers and economic migrants; targeted immigrant constituencies; primary school educators concerned with questions of cultural diversity in the classroom; museums, galleries, cinemas and Irish radio and television; European cultural institutions; and social and policy researchers.
Fundamentally conceived as a broad-based coalition bringing immigrant and nonimmigrant media practitioners and NGO service providers into a production-based collaborative framework, FOMACS has from the outset strategically adopted a practicebased research orientation engaged with representations and representatives of civil society -a conjuncture acquiring the form of a 'social justice praxis' (Fraser and Honneth 2003: 807) , to borrow a phrase from the cultural studies and education practitioner What follows and by recourse to unpacking the production and post-production concerns inherent in two FOMACS projects using animation and digital storytelling is the exploration of an ongoing problematic situated across the nexus between collaborative participatory media, the 'politics of voice' (Couldry 2009 ) and the politics, ethics and 'art of listening' (Back 2007 To read as such neutralizes potential for civic action. Insightful listening, as he puts it, transposes into a form of active listening -a crucial component in the constitution of a multi-ethnic public sphere, resulting in a form of 'praxis rather than as commodity' (Husband 2009: 443) . The notion of listening as a form of commodity conjures up the figure of the well-meaning but ultimately self-serving liberal -for Husband, the journalist or academic, who 'perversely removes the understood as active agents in the process of how they become understood to others ' (2009: 443, original emphasis This accent on listening isn't just a means to voice, just judgement, and powerthough it certainly is these too. At least as important, however, it is an important democratic sensibility in and of itself. It is an approach to the world in which We might sum up collaborative ethnography as an approach to ethnography that deliberately and explicitly emphasizes collaboration at every point in the ethnographic process, without veiling it -from project conceptualization, to fieldwork, and, especially, through the writing [media production] process. While for Lassiter writing constitutes the final stage of a collaborative ethnographic study, in FOMACS the outcome of a single project results in a heterogeneous 'object' -a cross-platform media product acquiring different versions, depending on the content, the mode of production underpinning it and, crucially, its projected broadcast, exhibition and curatorial outlets for multiple audiences. Yet Lassiter's reference to texts being coconceived or co-written, and here one needs to add co-produced, typifies the mode of labour deployed in the design and implementation of FOMACS' mediated projects, explored here in the context of a three-part animation film series titled Abbi's Circle, addressing the thematic of 'family reunification' and the complexities of migrant family life in Ireland. Whereas in a second project, media collaboration is examined through the prism of a digital storytelling project with asylum seekers housed by the Irish state in
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Direct Provision Centres dispersed across the country. In foregrounding these two productions, the discussion reveals some of the unavoidable faultlines and restrictions prevalent within the field of participatory media methodologies, allied to the democratizing or emancipatory principles that it often claims to formulate in relation to facilitating 'voice' and reaching diverse publics.
Abbi's Circle: An animation series and primary school learning resource project someone to become 'undocumented', they realize that Sanjay might not be able to take part. The band needs him to perform, but his presence is contingent on the outcome of his father's work permit application.
The series emerged in the context of a dialogue with two NGO partners of FOMACS, endeavouring to communicate the often arcane and legalistic language shaping their case files on 'family reunification' to audiences outside of the migration advocacy sector.
Behind every case file is a human subject wishing to be reunited with a spouse, children an awareness of cultural diversity. In conceiving the animation series, FOMACS was advised at an early stage by practising teachers that the content of the films should 'avoid an overt human rights language', since such rhetoric was potentially cumbersome to the teacher in the primary school classroom. In order to embed the project within the national teacher training curriculum, the challenge, as they put it, was to communicate the principles embodied in human rights claims by using a different register, one that could better reach the teacher in the classroom and simultaneously attract the attention of the young primary school student. A decision was thus made to mainstream the message of 'family reunification', acknowledging the relevance of the young schoolchildren and their teachers, together with the appropriate language use in messaging.
Narrative agency was firmly placed in the hands of a group, aged between 9 and 12 years old, attending a non-denominational school in Dublin. The reach of this agency was extended further, however, since each of the three films in the animation series was accompanied by a 'Teaching Pack', written by teachers for teachers and designed to move across the curriculum through subjects such as English, Geography, History and the Visual Arts, providing a comprehensive set of materials for lesson plans on topics including diversity in the classroom; sport and racism; child labour; people in exile; and home and homelessness. 7 The term 'docu/mation' was coined to frame the series, a strategic blurring of the genres of documentary and animation, since the scripts developed out of original NGO case files that, while written in the third person, were based on authentic accounts. This state-imposed prohibitive context thus played a significant role in choosing 'digital storytelling' as a participatory media method, since it offered possibilities to render public a set of lived experiences hitherto represented through second-and third-party channels, whether NGO service providers, immigration lawyers or journalists, which is not to naively assume, however, that digital storytelling is an unmediated storytelling method. Rather, the consciously formulated workshop with its collaborative 'story circle' and facilitator-led structure offered at the very least the possibility for a transformative educational programme to emerge, if only within a three-month period. More importantly, it promised, as Couldry notes, paraphrasing Joe Lambert (founder of the Center for Digital Storytelling in Berkeley, CA), to create 'links to democracy, particularly the practice of "storycatching" which through meetings of "storycircles" in particular communities catches stories which otherwise would not be exchanged ' (2008: 55) .
Nevertheless, the use of terms such as 'community' and 'democracy' are very much As Joyce stood on the stage of the Irish Film Institute cinema delivering her welcome address, it was clear, evident in the tenor of her speech to the audience, that she was performing a mediating role, negotiating the sentiments expressed by her fellow digital storytellers and the no less complex collective sentiments of an audience gathered to listen to the stories. Anticipating this sensitive and precarious receptivity, she reflected:
These are our stories, written from the heart, with no guards on our emotions, our experiences, or our ideas as single women, fathers, mothers, Asian, African, nonEnglish speaking, Christian and Muslim people living in direct provision centres across this country. Our stories might be different, but the frustrations are the same. Dreams have been shattered, self-esteem destroyed, talents wasted, the steam and fire of our labour years put out, except for that familiar label: 'a bunch of asylum seekers'.
Having left the relative security of the digital storytelling workshop and despite the fact that the cinema was strategically packed with invited spectators from the NGO, educational and creative and cultural industry sectors, Joyce understood the risks involved in these stories publicly circulating -hence her curation logic was both intuitive and targeted. She turns the popular dismissive phrase of 'bunch of asylum seekers' on its head by naming and countering it with reference to the harsh reality of long-term social isolation and the tangible psychosocial impact on individuals and families living in the Direct Provision system. For arguably what state policy has engineered in denying asylum seekers access to education, to the labour market and therefore to contribute to Irish public life is akin to a denial of the two-dimensional notion of social justice proffered by Fraser (Fraser and Honneth 2003) . In positing a bridging of the rights claims of recognition and redistribution, Fraser anticipates the challenges facing forms of participatory media practice today regardless of how well meaning and politically progressive it claims to be. As Joyce continued her role as curator in her final comments, she further projected how the audience might respond, evoking Husband's (2009) distinction between 'empathy', 'comprehension', and the collective and ultimately reciprocal process of public 'understanding'. Her concluding words personify 'voice' as an embodied, social process crucially involving both 'speaking and listening' (Couldry 2010: 9, original emphasis) , invoking the imbrication of individual and collective narratives that are nonetheless negotiated through systemic unequal social and power relations:
Of course, I can go on and on, but I would prefer our images and sounds to do the job. As a final word I have to emphasise here that the 9 storytellers did not participate in this project to evoke the sympathy that we have been given over the years, but to remind this society that the mental health of every individual, even that of an asylum seeker, is an important decimal in the economic data of any society. On this note therefore, I beg to leave the stage for our films to speak our words.
